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DEDICATION
This Thesis is dedicated to Mr. Irving Pobboravsky, Daguerreo-
typist. Without his example, help and friendship I would never
have progressed this far.
"...it seems advisable to set about inventing a mode of ex
pression in accordance with the sensibility of one's own time.
To achieve this result, it is worthwhile inquiring into the
methods which appear to have lost their virtue of expression and
also into the nature of events which appear to have ceased to
hold contemporary
attention..."
-Andre Lhote in Figure Painting
"Populus vult decipi, decipiatur"
-inscription on a magician's coin
"As above, so
below"
-saying on the Smaragdine Tablet
TABLE OF CONTENTS
PROLOGUE page 1
INTRODUCTION page 3
PROJECT WORK page 6
CONCLUSION page 28
BIBLIOGRAPHY page 29
APPENDIX AND ILLUSTRATIONS page 32
PROLOGUE
This thesis project has been the nucleus for a large cloud
of complex experiences. Many an event and moment were
encountered which clarified ideas and musings that had been
with me much of my life. The "play" of it provided much
delight. In total, the experience was greatly expanding.
The project has also been the source of great discomfort.
There have been times when I have been oppressed by swarming
thoughts which would not connect and resolve. I have ached
with pain in exercising some atrophied or poorly developed
skill. I have sunk with dismay at half successes and full
failures .
I am surprised to find that I have arrived at a different
end than I set out to reach, although such an event is a common
result of creative search.
I have had to clarify, delimit, measure, and readjust my
attraction to photography as I have never done before. This
has resulted in a realization that my interest in photography
is part of a much larger interest in the meaning and power of
visual experiences.
This report is an endeavor to trace the path of my search.
It opens an opportunity for others to accompany me along the
way and share in the pleasures I have had. They are simple and
small pleasures, to be sure, of the nature of those experienced
in childhood, when perceptions are keen and understandings
intuitive. And it is these minor events which can leave
lasting impressions.
INTRODUCTION
The earliest recollection I have of an experience with an
optical novelty is very vivid. It must have occurred when I
was five or six years old. The experience was with an
old-fashioned toy, commonly a feature of many a child's Easter
experience.
I was presented with a large decorated egg. It was made
of a hard crystaline material and decorated with colored trim
not unlike that found on cakes. At one of its ends was a
small, circular glass window which invited peeking through.
Inside the egg was a marvelous fairy landscape, comprised of a
brightly colored garden with a narrow path which wound through
a trellis, behind a cottage and over a hill into deeper, unseen
spaces .
I recall my instant response to my parents. "Can I eat
it?" The answer was,
"No!" The negative response was a
puzzlement to me as all the other eggs I was given were inteded
to be consumed. "What is it made of?", I wanted to know.
"Sugar", I was told. This compounded the confounding enigma of
the egg. I retired from the field of further inquiry into
private meditations. Later, unobserved licks revealed yet
another layer of mysterious curiosity. What was said to be
sugar tasted like salt! These things I did not understand.
The little world inside spoke to me, alone, without any
unpleasant stretching of my limited knowledge. The peculiarly
beautiful space entranced me. I was impressed deeply, not by
its convincing illusion of reality, but rather by its
convincing rendition of unreality. It had some familiar and
friendly quality. The landscape inside the egg was clearly
made of cardboard; yet I could wander about in it, none-the--
less. Strangely, I felt a far stronger desire to learn what
was beyond the furthest hill than I did in the regular world in
which I lived. I felt very dreamy after long peeps into it.
I pondered over how the cut-outs got into the egg since
they appeared much larger than the little opening I was looking
through. This mystery was solved sometime later when I dropped
it by accident. The egg split in two along a seam that had been
masked by the cake-like squiggles of decoration. The magic of
the thing was dispersed forever with its physical destruction
and the subsequent knowledge gleaned of its structural workings.
I played for a time with the little glass window which made
things look big, but the holiday and the object soon passed on
and both were forgotten for some time.
The memory rose to my mind during the latter labors of this
thesis project when I was building and experimenting with
viewing devices for the daguerreotypes I had produced. As I
thought about the experience I realized that everything I was
now about with this project, related directly to this early
event. To say the least, I was amazed to discover such a
connection.
I now know that this form of optical novelty is termed a
"peep egg". The earliest ones extant are from the 1600s and are
made of alabaster. The most glorious form they took was in the
jeweled and semi-precious stone constructions of Faberge, which
were made for the Russian Imperial Court as Easter novelties.
The little round glass window that made things look big was a
bi-convex lens, which both magnifies and distorts, thus creating
a peculiar sensation of space. The cut-out scenery derived
from the illusionistic stage sets developed out of the discovery
of the principles of perspective. The winding path was a device
meant to lead the eye and activate the spatial sensations. The
dreamy sensations I had were the results of synthesia. The
combination of these elements resulted in a truly metaphysical
experience.
The aura of its magic, the fabric of the illusion, and the
beauty of its poetry were very delicate, indeed; easily
punctured by the pressure of knowledge. Yet, this delicacy,
this simpleness, was its strength, as well.
The recalling to mind brought me to realize I was still
engaged in play. The work I had done had removed the callous of
knowledge which covered the sensitive surfaces of innocence.
This enabled me to have experiences and pleasures akin to those
of a child, which can leave a deeper impression than their
weight would imply.
It is in light of this memory and the realizations it has
brought that I relate the details of the year's work on this
thesis project.
PROJECT WORK
FIRST PHASE
Since it was my intention to produce daguerreotypes, I
began the project with the construction of a sky-lighted
studio. My prior experiences with the process revealed the
great advantage of having a regular and abundant source of
light in some place that allowed for the setting up of the
still-lifes I wished to work from. In varying lighting con
ditions and settings, it had been very difficult to judge
exposures and much labor was lost in plate preparation while
tuning in to the conditions through experimental exposures.
Simply, I intended to acquire an appliance which would aid me
in production.
Sky-lighted studios had interested me long before my
involvement with photography. As an art student I had worked
in many old studios of Pratt Institute. There I learned their
purpose and the logic of construction. Over the years I have
taken every opportunity to visit painting studios I could gain
access to, which include those of Delacroix and Moreau which
are now museums in Paris.
At one time the sky-lit studio was an indispensible
requirement for sculptors, painters, and photographers, In my
studies of photographic history, I have paid close attention to
the descriptions and discussion of the various forms of
photographic studios. Thus, I have formed a clear idea of
their construction and use.
The main guide I utilized in designing my own studio was
H.P. Robinson's, The Photographic Studio and What To Do In It.
In this work he states:
"The possession of a good studio goes quite
half way to the production of good
works. . .those who exercise the art should
never have their attentions distracted from
their work by defect of their appliances." 1
Taking the truth of these words to heart, I resolved to
keep the construction as simple as possible so as not to be
hampered by an overly complex and elaborate tool.
My home garage naturally suggested itself for conversion.
This structure was very rudimentarily constructed and was near
collapsing under its own weight from want of maintenance. My
requirements called for a northern exposure for the sky-light,
as this is the most regular light. By dividing the garage in
half along the axis of the entry and enclosing the right-hand
half, I obtained a space 8' X 18' which roughly approximated
that of a 19th century travelling photographer's van. (See
Illustration #la, b, ).
I had worked in the reconstructed travelling van on
display at the Eastman House and knew it to be a small but
functional space. All of these vans naturally had to have a
form that followed function and a minimum scale to allow for
easy transport. I followed the general plan they exhibited,
1
Robinson, H.P., The Photographic Studio and What To-Do In
It, Iliffe & Sons, London, 3rd Edition, 1905, p. 11.
including an entrance at the end opposite the sky-light, a
small window in the sidewall to illuminate the area where the
camera stands, a large side-lighted window at the far end with
the skylight immediately above it.
I began construction by removing and rebuilding the rear
wall of the garage, which structurally was no longer supporting
the weight of the roof. I then built the dividing wall and
enclosed the front, installed a door and two side windows I
had acquired in a used building parts store. I cut through the
eastern wall and installed two storm windows I had scavenged
creating a side-light four feet wide by six feet high.
Immediately above and parallel to this I cut an opening four
feet wide by eight feet long in the roof. I framed out the
opening to support the weight of the sky-light and installed
two 4 ' X 8 ' glass patio doors inclined against each other at a
45
angle. The orientation of the sky-light allowed for light
to enter from both the North and South. The last opening I
made in the wall near the side-light. There I installed a
small window which opens outward to allow for ventilation .
I completely covered the roof over with new tar-paper,
adding new flashing, sealing all openings to prevent water
leakage into the studio. The last stages of construction
entailed the installation of flooring, insulation, and elec
tricity. The advent of winter curtailed any further finishing
work.
Altogether I devoted three months to this work and expen
ded $1200 for materials. I did all the construction work
myself. The finished product would match the construction of
a gifted fourteen year old's club house. Yet, I had con
siderable pleasure in its growth and have created a very
comfortable and friendly space, fully commensurate with my own
being. (The 19th century studios often had a crude home-like
quality. See Illustration #2). The lack of finish is erased
by the absolute transforming beauty of the light which it
contains .
Goethe, in the introduction to his Theory of Colours, says,
The eye may be said to owe its existence to
light, which calls forth, as it were, a sense
that is akin to itself; the eye, in short, is
formed in reference to light, to be fit for
its action; the light it contains
correspondingly with the light without. 2
My experience in the studio has made it clear that it
would be appropriate to substitute the word "studio" for "eye"
in the above quote. Indeed, all the contained structures
utilized in photography share the same truth. The studio has
made me clearly aware of the connecting analogy between it, the
eye, the camera, the darkroom, and a host of other optical
devices. They all vibrate with the divine order imposed upon
them by the logic of Light.
Although conceived of as an "appliance", the studio has
proved to be much more. It allowed me to perceive Light as a
finite quantity, that could be controlled, divided and applied
2
Goethe, Johann Wolfgang von; Theory of Colours, translated
by Charles Eastlake, John Murray Publisher, London, 1980, p.liii,
like never before possible. While involved in those
contemplations I realized that the volume of light in the
studio, limited by the structure which was commensurate in
proportion to my own physical being, could be directed,
divided and applied with great ease. Its finite quality
suggested such an activity. Gradually the sensation of
invitation metamorphosized into a demand.
The placement of the skylight at the far end of the space
divided the studio neatly in half into a lighter portion and a
darker portion. This I accentuated by hanging black cloths
around the walls of the darker portion and framing the view
into the lighter portion. The symbolic division of the space
into equal areas of lightness and darkness struck me as
symbolically representative of the positive-negative principle.
From the apex of the sky-light I hung a 4' X 8' sheet of white
corrugated plastic, by which I could regulate and reflect the
amount and direction of light which descended from it. The
side-light I masked with an adjustable opaque curtain. With
these furnishings I was totally in control of the nature and
amount of light I wished to work with, fully able to observe
the wrought effects without distraction of other details.
I have spent much time in the studio merely experimenting
with lighting, learning and developing the power of control.
At times I have sat for long periods transfixed with contempla
ting the subtle beauties and contrasts of the applied light.
The studio gradually took on the aura of a temple to light and
I became intensely aware of being a votary to it.
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In my readings on magic for other parts of the project I
encountered a quote by Aleister Crowley which moved me with its
aptness to this experience.
First of all, it is of immense advantage to
have a room consecrated to the WORK, never
used for any other purpose, and never entered
by any person other than yourself, unless it
were with another initiate, either for
inspection or in the case you were working
together. . .the aura accumulates with
regularity and frequency of use. 3
The similarity of these words to those quoted earlier by
H.P. Robinson is no mere coincidence. I have no doubt that
photographers have lost a path to having a greater spiritual
appreciation of their craft through the abandonment of the
sky-lighted studio.
The intimate experiences I had with light in the studio
altered my concept of photography. I now see it as an activity
of "light catching", first and foremost. In the confines of
the studio, I had the pleasure of finally getting physically
into the Easter egg of my childhood and have been able to get a
view over the hill.
SECOND PHASE
With the advent of cold weather work on the studio was no
longer able to be conducted in comfort. Since it was in a
functional state of finish and time was sensed as rapidly
diminishing, I turned to indoor research.
I had chosen the "magic of illusion" for a pictorial theme,
thinking that by using the imagery of stage magic as a
3
Wang, Robert; The Secret Temple, Samuel weiser, N.Y., 1980, p. 11
11
metaphor I could call attention to the magical nature of the
daguerreotype and photography in general.
In the earliest days of the introduction of the invention,
photography was viewed as a true marvel and wonder. In fact,
it taxed "the bounds of sober belief" in many. Many at first
did not believe it to be a practical reality. Gernsheim
states of the first days of the daguerreotype that,
Parisians were suspicious of the mumbo jumbo
that went on under the black cloth. Daguerre
was known as a skillful painter of illusions.
As a scientist he had no status at all, and
his idea of holding a mirror (a polished
silver plate) up to Nature and retaining the
images automatically on it seemed like a
fairy-tale. 4
In the mid 19th century, science had barely emerged from
an association in the minds of the common man with sorcery and
magic. Hence, it was only natural to take the freezing of
substance, time and space as a supernatural phenomenon.
Gradually, as photography became commonplace and the lessons of
science spread amongst the general educated populace, this
sense was dispelled. Yet, the photograph is still commonly
confounded with the depicted subject and this powerful illusion
of reality is no less a marvelous form of magic, whether
supernatural or otherwise.
The daguerreotype, in particular, has magical qualities
which distinguish it from all other forms of photography. Vir
tually anyone who encounters a 19th century example is struck
by this. Sadakichi Hartmann gave a very beautiful description
4
Gernsheim, Helmut & Alison, L.J.M. Daguerre, Dover Publica
tions, Inc., New York, 1968, p. 78.
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of the daguerreotype's magical aura in 1912.
A Daguerreotype! - There it lies in its case
among old papers, letters and curios. A
frail encasement of wood with black embossed
paper. We cannot resist the temptation to
open it and glance at it. The clasp is
loose; the old case almost falls apart. A
wierd tapestry-effect on the inside of the
lid greets our eye and opposite it a gray
blurred image in a gilded frame with an oval
or circular opening.
What a strange effect, this silvery glimmer
and mirror-like sheen! Held towards the
light, all substance seems to vanish from the
picture; the highlights grow darker than the
shadows, and the image of some gentleman in a
stock or some lady in a bonnet and puffed
sleeves appears like a ghostlike vision.
Yet, as soon as it is moved away from the
light and contemplated from a certain angle,
the image reappears, the mere shadow of a
countenance comes to life again. What is
there so attractive about it? Even if we
find it hanging among Stuarts and Sullys, on
a wall of some old-fashioned mansion, we are
sure to stop for a moment in vague and
wistful thought. Is it naught but the
mystery of age that attaches itself to relics
of the past. . . ? 5
Such an encounter drew me eventually to seek out the
method of their production, as it has many others who have
wanted to work the magic of "the mirror with a memory".
Thus I began an intensive research of the literature of
Magic. The imagery of stage-magic had long attracted me
because of some undefined metaphysical quality. While I
gathered the traditional props, top hat, wand, balls, cups,
veils, etc., I searched for illustrated treatises on stage
magic. Surprisingly, I found them difficult to locate,
particularly with the provoking metaphysical quality to their
Hartmann, Sadakichi; The Daguerreotype, Photo-Era, Vol.
XXIX, No. 3, September, 1912.
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illustrations. I began to branch out into other works on
ceremonial magic and mystery cults. Through this, I came to
realize that the stage-magic props were derived from the older
occult disciplines and were not solely chosen because of their
suitability as devices of concealment or eye-distractors .
Concurrently, I started to photograph the props I had
gathered utilizing polaroid photography to gain a sense of
their pictorial weight and to evolve an imagery to be applied
to daguerreotypes when work would be possible in the spring.
I had the notion of, perhaps, producing some of these images in
stereo since the spatial illusions produced in this way also
have magical qualities. In addition, I began to experiment with
this concept. Immediately, I was confronted with perplexing
issues of the application of lighting effects, framing,
composition and symbolism in service of the chosen theme. I
had a very confused notion of exactly what I understood
"magical" to mean. In light of my studies, I saw that there
was something far greater to it than mere illusions and appear
ances of supernatural manifestations of nebulous meaning. I
suffered considerably in trying to come to a clear under
standing of this and evolve an imagery to reflect it.
As thoughts began to tangle with bits and pieces of
information in my mind, I proceeded fitfully with the three
activities I had set into motion. These three activities were:
readings on ceremonial magic, including Masonry, alchemy and
ancient mystery cults; experimental polaroid photography; and
research on stereoscopic perception
and viewing devices.
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During the time period spanning January through May, I made
important progress in all three areas.
In the first area, that of research on the symbolism and
meaning of magic, I was able to clarify and elaborate my
initial concept. The choice of the word "magic" was an
unfortunate one, since it has more than one meaning attached to
it. The distinctions are clearly given by Francis King.
There is the magic of stage illusionists, the
pulling rabbits out of top hats and the
sawing in half of sequinned ladies. There
is the magic of the anthropologist - naive
superstition, primitive fertility rites,
curious folklore survivals. There is also
black magic, the performance of evil actions
(such as ritual murder) in order to curry
favour with devils. Finally there is the
magic of the Western occultists, a highly
sophisticated system whose origins are to be
sought, not in legends and folklore, but in
the Hermetica and the Gnostic literature of
the Roman Empire. 6
In the course of this work I have come to discover that
there are points of connection in all four of these forms of
magic with photography and its history. I have had strongly
effecting encounters with each. However, the strongest ex
periences and the richest insights I have gained are derived
from the last mentioned form of magic, that of the Western
occult tradition. As simply as I can put it, this tradition
concerns itself with developing the latent powers and almost
infinite capabilities in man, the meaning of which he has
hardly yet dreamed of comprehending. It is a universal science
and sublime philosophy, once taught in the Greater Mysteries of
Egypt, Chaldea, Persia and India. This knowledge was taught
b
King, Francis, Magic, the Western Tradition, Avon Publish
ers, New York, 1975, p. 8.
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through the use of symbols, which served both to excite
curiosity as well as to restrict access to its power. In a
work on the symbolism of Masonry this is explained as follows:
This is, in brief, the language and the
philosophy of symbolism, or the exoteric, and
the esoteric garb of Truth. The method
itself, outside of all details or application
has a deeper scientific significance than
most persons are aware of. This method of
instruction is not fanciful or arbitrary, but
conforms to the process of Eternal Nature in
building an atom or a world; a daisy or a
man. Cosmos has evolved from Chaos, and yet
Chaos remains the Eternal Potency; what Plato
called the 'World of Divine Ideas .'... .The
essential form, or idea of all things; the
potency or force; and the matter as we now
discern it, must have existed in primordial
space. Therefore, these two always exist,
viz., the inner potency, and the outer act;
the concealed idea and the outer form; the
inner meaning, and the outer event. Hence
the saying on the Smaragdine Tablet, "as
above so below". All outward things are
therefore symbols, or embodiments of
pre-existing ideas, and out of this
subjective ideal realm all visible things
have emanated. 7
From hence is derived the "magical" nature of all photo
graphs and the activities attendant to their production. It
was only at the very end of the project that I obtained this
realization. However, during every part of the work I sensed
its presence and unifying truth.
The imagery I was evolving in polaroid related more
directly to the "magic" of the stage illusionist. I utilized a
frontal approach to the objects depicted. This approach was
derived from the stage presentation technique whereby the
7
Buck, J.D., Symbolism of Free Masonry or Mystic Masonry
and the Greater Mysteries of Antiquity, Brian Publishing
Company, 1925, pp. 26-27.
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audience's view is limited to allow greater masking of the
working of the tricks. I experimented with effects of emer
gence, disappearance, animation being given to the inanimate,
the defiance of gravity, and implication of supernatural
events. Many of these images I made in stereographic pairs.
During this production I kept in mind the necessity of
evolving viewers to overcome the difficulty of seeing the
daguerreotypes I was to produce. The best devices for this
developed in the 19th century were stereographic viewers. I
started to experiment with various constructions.
I have long utilized cardboard as a material for the
construction of photographic and optical devices. The two-di
mensional planar qualities allow for simple translation from
drawings to mock-up. The material is economical and easily
wrought. My taste for its use goes back to my childhood.
When I was eight, my Father built a castle for my toy soldiers
out of shirt-cardboard, shoe boxes and gummed paper tape. I
followed his work closely, being amazed by the transmutation
of these common materials into so grand a fantasy
construction. I emulated his methods thereafter whenever I
desired a new fixture for my playings. Later on in my
twenties, I utilized the same techniques to build pin-hole
cameras, camera obscuras, opaque projectors, and other optical
devices which I could obtain no other way.
I naturally turned to this serviceable and familiar mode
to construct the viewers necessary for stereoptical viewing.
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The first viewer I made was a copy of a Brewster style
lenticular stereoscope. (See Illustration #4). From this,
I proceeded to a wide variety of other types of viewers,
amongst which were two types of Wheatstone reflecting stereo
scopes, a prismatic Pseudoscope, and a stereo camera obscura.
Once again, I encountered a peculiar sensation of the magical
in using these devices. Their peculiar forms and odd
alteration of normal viewing experiences hold a distinctive
charm.
I made the photographs for these viewers utilizing only
one single lens camera, instead of the double lensed camera
normally employed. This technique afforded greater opportunity
to render irrational spatial effects through extra-normal
separation of views, movement of objects instead of the
camera, and alteration of the subject by removal or addition
from one view to the other. By not transposing the separate
views, a pseudoscopic effect could be made. Through altering
the relationship of
"taking"
optics to "viewing" optics,
further distortions of space were achieved. The viewing boxes
are similar in construction and purpose to the studio and the
camera. All of these chambers are devoted to light catching.
They all have openings through which light can enter sep
arate from the opening by which access to their contents can
be gained. They all concentrate light within themselves,
produce spaces uniquely special and alive. They all vibrate
in harmony and in answer to the dictum "as above so below". I
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felt intimately connected with these boxes. I had never
before been so sensitive to the unity of all these structures
and this perception strongly influenced my mood. I would say
now, by this stage, I was thoroughly entranced.
THIRD PHASE
With May's warmth, I turned to the last stages of prepara
tion for making daguerreotypes. I made two sensitizing boxes,
one for iodine and one for bromine. This I followed with the
construction of the mercury development box. Once again, I was
making chambers and I was alive with the implications. These
boxes differed from the others ih that they required the
complete exclusion of light. Yet contained in their ut
terly dark interiors were alchemical elements which would work
the magic of the daguerreotype. The last necessary
"appliance"
was the darkroom. In June, I built this in a
corner of my basement. I enclosed a space
6' X 10 ' and
installed a fume hood to evacuate many escaping mercury fumes
from the developing box. Having created a space which was the
diametrical antipole of the studio, I was in a position to
begin making daguerreotypes.
I decided upon a relatively small plate format of
2" X 2|"
for its economy of cost and polishing labor. The small size I
felt could be compensated for by the use of magnifying lenses
in the viewers. The transformation of the photographed objects
into a miniature representation, created a world "in
little"
and in no way detracted from the magical quality.
19
In studying the symbolic imagery of Western occult
tradition, I had observed that these signs were presented in a
strongly symmetrical and static manner. Their dynamism was in
their meaning. Thus, I approached my imagery in a similar
manner, departing from the directions I had developed in the
polaroid imagery, which did not have such a hieratic
composition.
I thought that no more appropriate images could be made to
start with than representations of the two great light sources
of Nature, the Sun and the Moon. Representations of the Sun
and the Moon are one of the most frequently encountered magical
symbols. Besides their obvious exoteric meaning they are
symbolic of the positive-negative principles of Nature. These
motifs had been echoing throughout my perceptions of the role
that Light and Darkness had been playing in my work.
The Light versus Dark metaphor is basic to the philosophy
of Western occult magic. In one of the most important texts of
that tradition, the Corpus Hermeticum, there is an account in
the first treatise "The Divine Pymander", which clarifies the
importance of this principle. Its author tells how being
"caught up in the spirit", he met the Divine Pymander, the
essence of omnipotence, whom he begged to give him direct
knowledge of God and an understanding of the nature of the
universe ,
His desire for knowledge was answered with a
vision of darkness and light: from the former
comes the basic stuff of which the universe
is made, from the latter comes Spirit and
20
Reason. From this Spirit is created the
Demiurge, the Creator of Heaven and earth,
and the original man, whose dwelling is in
the stars. But the original man falls in
love with his own reflection in the waters of
earth, descends towards it and is caught in
the world of earthly Nature. 8
In rendering these representations I introduced the
geometric form of a radiating star by double exposure of the
plate. The sympolic role that geometry plays in Western
magical tradition is very strong and I felt it had its place in
my imagery. It had already entered into the construction of
the viewers.
I made further images utilizing a human skull, the
symbolic significance of which I need not elaborate on. Its
traditional place in all forms of magical imagery make it
irresistable.
During the month of July, I made fifty-three exposures,
all more or less experimental. Some of these exposures were
non-pictorial, explorations of various color effects that can
be produced on the daguerreotype plate by varying exposure and
development.
Having daguerreotypes finally in hand, I moved to experi
mentation in viewing them in various forms of boxes. The
reflective quality of the daguerreotype plate which I was
seeking to overcome with the viewers, began to suggest itself
as a potentially positive aspect. The viewer I began with was
of the simplest construction. It was no more than a box with
an opening in one wall with a double convex lens mounted in it
o
King, Francis, Magic the Western Tradition, p. 8.
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and an opening at the top to allow light to enter to illuminate
the plate. In certain lighting conditions, the plate showed
only the reflection of my own eye. At other angles the image
was clearly visible. The transitions between the two images as
I shifted the box around to achieve a better view, connected
the act of intimate viewing with the symbolism of the image.
This activated the otherwise utterly still interior space of
the box. It was while ruminating upon this, that the memory
of the Easter peep-egg rose like a vision out of the darkness
of memory into the light of my consciousness. Here I was,
some thirty years after the event, making my own form of
peep-egg! The memory allowed me to shed some of the calous of
sophisticated experience and perceive again with the innocent
freshness of a child. From this point on, my work with the
viewing devices was sheer
"play"
of the finest kind.
The mirror element of the polished silver surface of the
daguerreotype plate is one of the strongest magical charac
teristics of the process. The mirror was the first optical
device to evolve and since pre-history has been associated with
magical vision. By its aid, sorcerer-priests produced
miraculous visions to over-awe the populace uninitiated into
its properties.
"Pliny the Elder relates that the god Hercules
would show himself regularly, gigantic in
stature, among the vapors of the kindled
fires in the temple at Tyre; Aesculapius
often displayed himself to the worshippers at
Agrigento, while the temple at Enginium, also
in Sicily, was so celebrated for apparitions
of the two divinities Hera and Aphrodite that
22
the shrine became a place of seasonal
pilgrimmage. Iamblichus informs us that it
was the priests, who were also magicians, who
were responsible for these appearances, and
that they were always accompanied by smoke
and vapors; he describes one occasion in
particular when a conjurer named Maximus
produced a monstrous figure of Hecate who
made an overwhelming impression on an au
dience already trembling with fear by laugh
ing aloud with heaving shoulders and
diabolical grimaces.
It has long since been known that these
illusions were created by means of various
metal mirrors, most commonly of silver." 9
In addition to such illusionistic usage, is the mirror,
used as an instrument of meditation, divination, and a hypno-
gogic inducer, much as the crystal ball has served. Through
some divine happenstance, it came to serve as the surface upon
which the first photographs of any quality were made. We all
know that there is nothing supernatural about the production of
the daguerreotype, but when the image is before us, few, if
any, think of the science and apparatus which have gone into its
making. Any who have that knowledge, are no less apt to see
the daguerreotpye as a true marvel of natural magic.
The series of viewing boxes I produced after the initial
device I designed to partake of this aspect. The odd shape of
each of these black boxes is provoking to human curiosity.
When one succumbs to peeping inside, one discovers a miniature
world of strange quality. As I played with devising various
means of using the reflective surface of the plate to create
spaces and transformations, I rolled the memory of the Easter
9
Cook, Olive, Movement in Two Dimensions, Hutchinson & Com
pany., London, 1963, p. 13.
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egg over and over in my mind, gaining heightened awareness of
the qualities of this world. I became suddenly conscious that
there was something physical which was an aspect of their
special entrancing effect in the sensation of viewing the
interior of these boxes.
I reviewed the literature I had gathered on optical
entertainments searching for references to this quality.
Nowhere could I find it directly addressed. By a curious path,
I came to realize what it was.
The clarification came as a result of a word chase. I
encountered an illustration of a peep-show box from the 1700s
identified as a "coulisse box". I had never seen the term
before and I went in search of its meaning to the dictionary.
It was a French theatrical term literally meaning a beam of
wood bearing a groove in which stage scenery was slid. The
word
"purlieu"
was given as synonymous with it. Purlieus are
the spaces between the stage scenery. The word is derived
from others meaning "going through an alley". Although I knew
what an alley was, I looked it up and was surprised to see that
it could refer to any narrow path, such as that of a garden,
not just a passage between buildings. It is derived from the
Latin word "adno" which means "to swim towards". At first I
was puzzled by this, but suddenly, I realized that
"swimming"
eloquently expressed the sensation I was having in looking
into the viewing boxes. The space of any alley is peculiarly
condensed and one feels the press of that space, very much as a
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swimmer feels the water, as it is parted in going through. In
looking into these boxes, I was travelling with my eye also
through a condensed space, which gave me an oddly bouyant and
floating sensation. The peep-egg landscape was made of flat
stage-scenery with spaces in between, which I travelled
through upon the garden path. This extra-corporeal excursion
was literally "eye swimming"! The boxes I had created gave
the exact same sensation.
Optical devices such as telescopes, microscopes, stereo
viewers, which require the close proximity of the eye blocking
out all other vision, created, more or less, the same sensation
I now think of as eye swimming. They all are particularly
intimate in their action and are space altering. They all
require a muscular activity in readjusting the focus of the
eye. When these adjustments are physically more familiarly
associated with other spaces different than those perceived in
the viewing device, we become unconsciously aware of some
contradiction of the natural order of things. Usually, this
contradiction is overrided and ignored by our familiarity with
the principles of the device's optical workings. In devices
not associated mentally with some rational scientific
application, this overriding often is not so instantaneous.
Commonly the peculiar sense of contradiction and muscular
strain is translated into a headache. But when it is coupled
with imagery of fantastic aspect, it can allow us to have
extraordinary sensations of a supernatural quality. Rather
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that "flights" of fancy, these devices trigger "swims" of
fancy!
This discovery came as quite a revelation to me. Here
was a way of viewing which was very dreamlike. The line
between illusion, which we know to be false, and
hallucination, which we take for a reality, is very delicate.
The derivation of the word "hallucination" is from Greek words
meaning "to wander in the mind". Indeed, that is what such
devices as the peep-egg, can cause one to do. This is the
magic by which such a simple, primitive toy can impress itself
so deeply upon the mind of a child.
Under the inspiration of this revelation, I constructed a
final viewer that allowed for the experiencing of this special
sort of vision without the necessity of pressing the eye
close to a surface, which many people find uncomfortable This
device was patterned on the coulisse box illustration. I made
a tall rectangular box with a circular opening in one wall
near the top. Behind this, I mounted a concave mirror at a
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angle. This mirror reflected whatever was within the box.
I fitted up a number of panels with various geometric openings
cut into them which could be positioned in different positions
in slots as desired. By illuminating a photograph place at the
bottom of the box, the viewer perceives an illusion of a deep
horizontal space with a floating image that moves and distorts
as one changes the angle of sight. The device allows for many
different effects by the introduction of lenses in the
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interior, or mounted over the opening. It even can be used as
a projector to cast an image upon a veil or cloud of smoke.
There was no longer time left to proceed with this direc
tion of experimentation. The last production I made, at the
behest of my advisors, was one large format
4" X 5"
daguerreotype of the same subject matter as one of the
Polaroids. The remaining time left was devoted to the writing
of this report and preparation for a formal thesis sharing.
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CONCLUSION
The necessity of bringing this project to an end within
the space of a year has brought me short of the stated goal of
my thesis proposal. I find myself more at the beginning of
work than at its end. However, I have reaped a personal
harvest far beyond my expectations. Undoubtedly , the momentum
I have gathered in this work, will carry far beyond the formal
academic conclusion of this project.
In its course, I have exercised and developed long
dormant and atrophied skills. I have extended and elaborated
upon experiences of vital worth that began in my childhood. I
have added valuable information to my store of scholarly goods
relating to the history and practice of photography. I have
gained exciting revelations into arcane disciplines and
philosophies of undoubted worth. At worst, I have had the
opportunity to build character through suffering the pains of
working under pressure. At best, I have acquired a new
reverence for the miraculous nature of photography.
This labor has resulted in an important transformation in
my thought. I no longer see
"magic" to be a motif by which to
know photography. Now I see
"photography" to be a motif by
which to know Magic.
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Daguerreotype
by Grant B. Romer
1 was led to my involvement with the daguerreotype through an in
terest in the use of mechanical drawing aids in 19th century art.
Obviously, in searching out information on the camera obscura, I
was led to the work of Niepce and Daguerre. With my already ex
isting interest in 19th century .art and culture, the early history of
photography proved a fascinating subject of study.
When I encountered my first daguerreotype in a New York antique
shop, I was already informed enough to recognize it for what it was.
I was quite captivated by the charm and elegance of the encased
photograph, but also totally astonished by the quality of the image.
The subject was a simple, straight-forward portrait of a man, of no
special beauty or interest in itself. However, the acute definition,
the range and delicacy of the tones, the opalescent brilliance and
preciousness of the daguerreotype surface, all conspired to conjure-
up the absolutely palpable illusion of this man's presence. I was un
prepared to meet both the man, long vanished from the earth, and
the powerful magic of the daguerreotype.
No amount of verbal description and poetic simile can adequately
convey the daguerreotype's quality. A magazine reproduction, no
matter how fine in quality, can be no more than a ghost of the origi
nal. The actual unique daguerreotype must be experienced to know
its nature. It conveys something far beyond its pictorial content, in
a language of its own, which strikes the common cords of life.
Thus, out of a direct experience with a 19th century daguerreotype,
began a curiosity about the process which yielded such a special ob
ject. The curiosity turned into a desire to work the process. Re
search into that possibility proved dismaying. Detailed working in
structions were difficult to come by. Plates and equipment were
commercially unavailable and therefore needed to be fabricated.
Worse yet, the chemicals used in the process, iodine, bromine and
mercury, were hazardous in the extreme, requiring special safety
equipment and procedure. Expense of time and money was one
thing, expense in terms of health and perhaps even life, was an
other. Without help and advice,. I felt unqualified to attempt the
process. Therefore, I had to content myself with collecting and
studying its history.
As time passed, my knowledge and interest grew; while the desire
to make daguerreotypes grew stronger. I resolved to pursue an in
tensive study of the daguerreotype. I entered the graduate pro
gramme at Rochester Institute of Technology, which allowed for an
internship at the International Museum of Photography at George
Eastman House. The Eastman House collection is particularly rich
in daguerreotype material and the internship allowed for privileged
access to that material. I was extremely fortunate to have, in addi
tion to the informational access at IMP/GEH, the shining example
and help of an expert modern daguerreotypist, Mr. Irving Pobbo-
ravsky. Ever since the process passed out of fashion in the late
1850's, there have been individuals who have kept the process alive.
Whatever the intended purpose of such individuals in doing so, they
all responded to the daguerreotype's special qualities which distin
guish it from all other forms of photography. Of the modem work
ers of the process, Mr. Pobboravsky has the most extensrv experi
ence and has produced a body of work which stands favorable com
parison with the finest 19th century product.
With his guidance I began preparation* Co attempt the process.
Very much as the firstAmerican experimenters of 1839, 1 scroung
ed materials, improvised equipment and began experimenting in a
home-made laboratory. It was at this stage that I began to become
Continuedonpage9
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aware of the indescribable spirit of the craft, which soon enveloped
me. It demanded discipline, fortitude, labor, patience, perseverance,
versatility and a peculiar form of inventiveness. Yet it yielded in re
turn real thrills, rare insights and hidden pleasures at every stage of
progress. Soon I had my first image, a mere silhouette of building
against the sky produced upon a piece of silver leaf adhered to a
sheet of glass. Though hardly anything to cause excitement in an
other, to me it was a triumph and a supreme delight With its reali
zation I felt true communion and brotherhoodwith the first photog
raphers.
From that point I have progressed far in the last two years of work,
some of the results of which are illustrated here. It is in the doing
of the process that I gain the greatest pleasure and reward. The re
sulting image is almost a secondary concern. It is an exploration of
the process which involves me, not the production of an aestheti
cally sound body of photographs. Perhaps some day I will concen
trate on applying the evolving thoughts and sensibilities gained
from that exploration, on a more conscious and deliberate level, in
my imagery. I almost feel that it would be presumptions to do so at
my present state of development For now my imagery is no more
than the primitive work of ah amateur experimenter. But beyond
the subject and composition of these daguerreotypes, that part of
them which is of the daguerreotype, that is something which de
lights my soul, and forme they are prescious treasures.
There is great satisfaction in achieving even such modest results in
so difficult a craft I have gained perceptions and sensibilities which
have enhanced my understanding and enjoyment of the medium.
The magical appeal of the daguerreotype is uniquely photographic
and the daguerreotype is unique in photography. Through this work
the marvel that is photography is kept ever fresh and alive in this
world ofmarvels made mundane.
Daguerre's original process entailed sensitizing a thin layer of me
tallic silver on a copper support with the fumes of iodine crystals.
Silver iodide was formed which is a light sensitive compound. After
camera exposure, the latent image was developed with the fumes of
heated mercury. The plate was then fixed by dissolving the light
sensitive layer of silver iodide in a solution of salt and water. The
resulting image was thus formed of a thin veil of mercury droplets
forming an amalgam with the silver. In the proper lighting and with
the proper angle of viewing the image appeared positive by a com
bination of the polished plate reflecting a dark surface and the light
being refracted and scattered by the negativemercury image, form
ing the light tones of the image. In effect what you have is a poin-
tillist image in white on a black surface.
This original process was greatly improved and modified by others.
While keeping the essential principle of the original process, many
different techniques were evolved. In effect, there is no one way to
make a daguerreotype. Rarely, if ever, did two daguerreotypists
proceed exactly alike in their workingmethod.
Many modem day workers with the daguerreotype have aimed at
producing images with the characteristics of the 19th century prod
uct being entranced not only with its beauties but also its historical
mystique. For various reasons, my own goal has been to explore the
various alternate techniques and image qualities which the process
allows. The photographic aesthetics of the 19th century did not ac
knowledge and value the wide range of image characters that our
age is prepared to recognize. The 19th century practice of the da
guerreotype was largely influenced by commercial concerns. There
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is no such concern today in working the process and we ask manydifferent things of photography than did our predecessors. ->
The daguerreotype presents many unexplored possibilities. By the
use of other materials, sensitizers, developers and toners an amaz
ing variety of image qualities can be realized. By its nature it also
lends itself to physical manipulations, such as selective sensitizing
and development, erasure, re-exposure and hand colouring. To
modem tastes, there are few photographic processes which offer so
undeveloped andpromising a medium as this.
There are many purists who shudder at the thought of modem da
guerreotypes. They are largely shunned by collectors and few look
at them seriously. The rewards of working the process are purely in
the craft
. The methods used in making some of the illustrated images are sig
nificantly different than the standard technique of the 19th century.
The one method I have chosen to describe, that of Becquerel devel
opment, has a great advantage in that does away with the use of
mercury, reducing the risk of poisoning and simplifying the process
immensely.
In 1841 Edmond Becquerel discovered that an iodized daguerreo
type plate could be developed by the action of light alone. By sub
jecting the plate after camera exposure to an exposure of sunlight
through a red, orange or yellow filter, an image was gradually form
ed which closely resembled a mercury developed image. In addition,
exposure times were greatly reduced. M. A. Gaudin achieved an
exposure of '/is of a second in 1841 by its use. The yielded image
is characterized by a distinctive overall hue, ranging from yellowish
green to purplish blue, depending on variences of sensitization and
exposure. Although, it offered distinct advantages, the strong col
ouration interefered with its acceptance. It never found wide use
and was forgotten quickly way before the daguerreotype passed out
of fashion.
Before proceeding in the description, it is necessary to stress that
iodine is a noxious, caustic and poisonous substance, and should be
handled and stored properly. The other chemicals applicable to the
daguerreotype process in its many forms, bromine, chlorine, mer
cury, nitric and hydrochloric acid, are even more dangerous. One
should employ constant caution in their use and storage. Workers
in the 19th century gave very little heed to the deleterious effect of
these chemicals, and many of them succumbed. Acquaint yourself
fully with the nature of these substances and the proper safety
equipment and procedure required for. their safe employ, if you
think you would like to try the process.
Procedure forProducingaDaguerreotype
byBecquerelDevelopment
1. Polishing theplate
A copper plate that has been electroplated with a thin layer of silver
of approximately 0.01 mm in thickness is the most easily fabricated
daguerreotype plate. The surface of the plate must be thoroughly
clean and free of all imperfections. It is necessary to polish the
plate to a high mirror state, as free of scratches as possible. This is
done by the use of abrasives commonly used in jewelry polishing,
used in a succession of every finer grades. Continuedonpage 17
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2.:Sensitizing theplate
Immediately after the final stage of polishing the plate is exposed
to the fumes of iodine crystals. This is done by the use of a box that
effectively contains the rising fumes from the crystals at the bot
tom, while allowing for the introduction and removal of the plate by
means of a slide. As the iodine rises to the surface of the silvered
plate, silver iodide is formed. The plate gradually changes colour as
the iodide layer increases in thickness. I find the cherry red colour
to be the best for my purposes. This operation is conducted under
ired or yellow safelight
}. Camera exposure
Any. camera can be used that will accommodate a daguerreotype
plate. There are many variables to take into consideration when
making an exposure such as time of day, season, latitude, lens,
plate size, etc. Trial and error under a controlled system is the best
teacher. I usually tune into the conditions of the day with a series of
trial exposures. An iodized plate has a 'speed of about ASA 0.0004
using mercury development. With Becquerel development the ASA
is in the area of ASA 0.03.
4. Development
Prior to exposure in the camera, the iodized daguerreotype plate is
sensitive to blue and ultra-violet light alone. After camera exposure
to white light, it is also sensitive to red, orange and yellow light
which cause fine crystals of silver to form out of the iodide layer.
While still in the plate holder, I attach a yellow, transparent filter te
the outside and draw the darkslide. I usually expose the plate under
the filter to sunlight but artificial light can be used as well. The
image will gradually appear, highlights first within the first fifteen
seconds. Development is continued until no further action is appar
ent, usually after two minutes of exposure.
5. tixing
A weak solution of table salt and water is prepared. The plate is
placed face up in the solution and touched at the corner with a zinc
or aluminum rod. The iodide layer will gradually clear from the
plate from the point of contact The rod should be held in place un
til the entire coloured layer of silver iodide disappears. This novel
method of fixing by galvanizing, is rather amazing to witness. The
plate could be fixed with hypo (without the hardener), but often
image fading is encountered. The above method minimizes this.
6: Storage
The daguerreotype image is potentially the most permanent of pho
tographic processes, if protected from damage. Their is little trou
ble from light exposure, heat being the major factor to avoid, and
the materials which form the object copper and silver, are far more
enduring than paper and glass. However, silver tarnishes when ex
posed to pollutants and the surface is very soft and subject to
scratching if unprotected. Therefore, it is best to encase the plate
behind glass and to seal the package as hermetically as possible.
The procedure for doing this is the same as that employed in the
IV
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protecting of 19th century examples. There are many daguer
reotypes which are as strong and pristine as the day they were made
over a hundred and twenty years ago, attesting to the fact that if
they are treated properly, they will carry their message to many
future generations. - '-.-'
A study of the history of the process as well as the working meth
ods of daguerreotype is recommended. I have included in the bibli
ography the most valuable and easily obtainable of books, along
with a few items more difficult to come by. A good deal of pleasure
is to be had from seeking out information and finding it If you
have no patience or tolerance of difficulty, then the practice of the
daguerreotype is not for you.
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XIV
INDEX TO SLIDES
A
B
C
D
E
P
G
H
I
J
K
1
M
N
0
P
Q
R
S
T
U
V
W
X
Y
4"x5" Polaroid, Still-life
Front View, Studio
Side View, Studio
Elavated View, Studio
Interior View, Studio
Darkroom, Fume-hood and Developing Box
Cut-outs
Experimental Daguerreotype, Becquerel Dev.
11 "
, Mercury Dev.
n u ii
Daguerreotype, "Luna"
Viewers
Tower Viewer
4"x5" Polaroid, Still-life
4"x5" Daguerreotype, Still-life
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